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2New Music Series 2017-18
Quince
PROGRAM
Sunday, May 6, 2018 • 8 p.m.
Lawrence Memorial Chapel
Bone Needles (2006)   Gilda Lyons
The Four Winds (2016) Laura Steenberge
I. Look at the nations and watch
II. Howling like a jackal, moaning like an owl
III. North, East, South, West
IV. Pneuma
V. Red Giant, White Dwarf 
Three Erasures (2016)  Cara Haxo
i. grime, in between
ii. cut mermaid
iii. hot ember (a postlude)
“The Trampoline” from In Dreams (2016) David Reminick
Intermission
Sauh II (1973) Giacinto Scelsi
Dónde estás hermano? (1982) Luigi Nono
From the Grammar of Dreams (1988)  Kaija Saariaho
I.
III.
IV.
Sauh IV (1973)  Giacinto Scelsi
“Prisoner of Conscience” from  Jennifer Jolley
Prisoner of Conscience (2015)
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Bone Needles
“A collection of abstract vocal sounds, Bone Needles is fueled by the 
possibilities for direct communication between two voices even without 
words. Markings within the score (‘summoning,’ ‘weaving’ and ‘casting 
off’) guide an exchange that I imagined after watching a group of women 
in Nicaragua repairing nets on the beach with long needles made from 
fish bones.
“After a thin, sharp object—which might very well have been one of their 
bone needles—pierced my foot on that same trip, the image of their 
sewing took on a richer meaning: as they continued to mend their nets, I 
was at work mending in a different way. In Bone Needles, I explore the way 
in which two voices might mend together, working and weaving, driven by 
an inward focus that manifests itself in an outward musical expression.”
—Gilda Lyons
The Four Winds
Texts and illustrations by the composer
1. Look at the nations and watch
Look at the nations and watch and be utterly amazed.
The wise man has eyes in his head.
And the fool multiplies words.
So I opened up my mouth and he gave me the scroll to eat.
If she is a wall we will build towers of silver on her. 
If she is a door we will enclose her in panels of cedar.
You have made men like fish in the sea, 
Like sea creatures that have no ruler.
Men will stagger from sea to sea and wander from north to east.
Awake north wind and come south wind and 
Look at the ___ and watch and be utterly amazed.
If she is a ___ we will build ___ on her. 
If she is a ___ we will enclose her in ___ of ___
You have made ___ like ___ in the ___ like ___ that have no ___
Be not afraid wild animals for the pastures are becoming green.
I will howl like a jackal and moan like an owl.
2. Jackals and Owls
3. North, East, South, West
Antares, Aldebaran, Regulus, Fomalhaut.
Aquarius, Leo, Scorpio, Taurus. 
Dainn, Dvalinn, Duneyrr, Durabror.
Daksina, Paschima, Uttara, Purva.
Favonius, Septentrio, Auster, Subsolanus.
Matthew, Mark, Luke, John.
Raphael, Michael, Gabriel, Uriel.
Saccimi, Cantzicnal, Hosanek, Hobnil.
Shamash, Nergal, Ninib, Sin.
Tamonten, Jikokuten, Zoochooten, Koomokuten.
Tascheter, Hastorang, Satevis, Venant.
Vaisravana, Virudhaka, Virupaksa, Dhrtarastra.
Vestri, Austri, Nordri, Sudri.
Yama, Indra, Kubera, Varuna.
Zephyrus, Eurus, Boreas, Notos.
4. Pneuma
4 5
5. Red Giant, White Dwarf
The sun is a rotating body, like all stars.
A star whose proper name is Sun.
The sun as we know it will end. 
It will become a Red Giant
And then, a Super Giant.
The solar wind will blow away much of its mass.
The sun will eject a mass which will become a nebula.
The star will collapse
It will become a White Dwarf.
When will we become a White Dwarf?
We will first have to become a Red Giant.
At that time, we will experience a catastrophe.
Mercury, Venus, then Mars will be swallowed up.
We are swept by the solar wind.
“The inspiration for The Four Winds lies far in the imagined past, when 
the North Star was first discovered and the cardinal directions invented. 
The five pieces in the collection all relate to wind—the four winds that 
represent north, east, south and west, as well as the solar wind, howling 
wind and divine wind. ‘Look at the Nations and Watch’ recombines 
isolated phrases from the Hebrew Bible into a new text that begins 
with the proclamation, ‘Look at the nations and watch and be utterly 
amazed,’ and ends with the rising of the north and south winds that 
howl and moan in ‘Jackals and Owls.’ In ‘North, East, South, West,’ a 
torrent of voices call out the names of stars, constellations, angels, 
gods and saints that symbolize the cardinal directions, while ‘Pneuma,’ 
simultaneously connoting both divine breath and wind, uses harmonicas 
to sonify the breath of the singers. The text for the final piece in the 
collection, ‘Red Giant, White Dwarf,’ was generated in a fashion similar 
to ‘Look at the Nations and Watch’ by extracting and recombining 
sentences from a science book. Refashioned in the style of a liturgical 
text, it describes what will happen to the sun in a few billion years.” 
—Laura Steenberge
Three Erasures
Erasure poetry by Emily Corwin
“Emily Corwin’s erasures—poems created by erasing words from Teen 
Vogue magazine articles and maintaining the original position of the 
remaining words on the page—leave plenty of room for interpretation. 
This text depicts a woman’s struggle with body image within a society 
that places too much emphasis on physical appearance. I was especially 
drawn to the themes of water and tearing that exist in all three poems, 
and I sought to represent these images and the fragmentary nature of 
the text in my music.” 
—Cara Haxo
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“The Trampoline”
“For the past year or so, nearly everything I’ve written has been part of 
a massive evening-length cycle of pieces about sleep called (perhaps 
unsurprisingly) Sleep Cycle. Each work in the cycle deals with a different 
sleep-related topic (sleep-talking, sleepwalking, dreams, lullabies and 
lucid dreaming) and each is for a different instrumentation (singing 
flutist, singing saxophone duo, vocal quartet, singing string octet and a 
sixteen-piece ensemble made up of all of the above musicians plus a 
percussionist). The piece you will hear tonight is the opening movement 
from Part 3—a multi-movement work about dreams, called (perhaps 
unsurprisingly) In Dreams. It uses as its text an intriguing and hilarious 
dream by the intriguing and hilarious Matthew Oliphant.”
—David Reminick
Sauh II, IV 
“Giacinto Scelsi’s Sauh I-IV is a set of four unaccompanied vocal works, 
two duets and two quartets for treble voices. And here’s where easy 
description of Scelsi and his vocal music ends. When we talk about 
Scelsi, for example, to what extent do we use the lexical framework that 
we use when talking about ‘composers?’ Scelsi himself rejected the 
title of ‘composer,’ rather describing his role as ‘messenger’—a receiver 
of sounds from a world that exists beyond meagre human intellect. 
On top of that, Scelsi did not notate his own music. Scelsi recorded 
improvisations, and when he recorded one that he found particularly 
good, he handed it off to Viero Tosatti, a composer with whom he (quietly) 
collaborated, to notate and orchestrate his music. And what was the 
role of Scelsi’s performer collaborators? Many of his vocal works were 
written for soprano Michiko Hirayama, and given the paucity of direct 
instructions from Scelsi for interpreting the special notation in his scores 
and the fortunate existence of recordings of Hirayama’s incredibly colorful 
performances, it’s unclear to what extent the technical and coloristic 
parameters that modern performers have come to assume with regard 
to Scelsi’s vocal works come from his ‘messages’ or from Hirayama’s 
unique instrument and sense of vocalism.
“For our purposes, the question is not who gets credit for Scelsi’s works. 
At the root of our inquiry is the desire to understand what we are trying 
to communicate, what experience do we hope to provide listeners in 
a performance of this work. In the case of Sauh, much more research 
and translation work needs to be done. Scelsi’s audio recordings are 
collected at the Fondazione Isabella Scelsi, an organization established 
by Scelsi and named in honor of his sister. Many recordings have been 
digitized and source material for some works have been uncovered, but 
work continues.
“Sauh I and II are for two voices, while Sauh III and IV take the material 
from the duets and transform them into quartets. In Sauh III, for example, 
Voices I and II start just as they had with Sauh I, and at measure 5, 
voices 3 and 4 enter, also as if they are starting Sauh I. The piece then 
proceeds similarly to a medieval caccia, with the pairs continuing in 
imitation, until Voices 3 and 4 have finished. The same occurs in Sauh IV, 
now with the Sauh II material. The acoustic pungency of the microtonal 
intervals in the original duets is exploded through the inclusion of the 
two additional voices, each singer navigating usually only about a minor 
third of pitch material, made to feel decisively larger through octave 
displacements, microtonal parsing, and dramatic shifts of vibrato.
“Sauh, like many of his vocal works, does not use ‘language,’ rather a 
string of phonemes—o, u, rü, ta, etc.—the title invokes Scelsi’s interest 
in Asian culture, particularly in Hinduism and Buddhism. The title may 
refer to a phoneme, alternately transliterated as ‘Sau’ or ‘Saw,’ used 
in a basic mantra meditation called Hamsa. In Hindu and Buddhist 
mantras, individual phonemes may or may not be words, may or may not 
have meaning. What’s important is the sound, and that sound creates a 
resonance within its sounder that is a ‘universal resonance.’ It’s easy to 
see how such a concept aligns with Scelsi’s view of how we are receiving 
music. While the Sauh is the kind of music that most would associate 
with meditation, perhaps the message to be received with this work is 
that there is more to be found in deep listening than universal harmony! 
Thanks to Bishal Karna and Clouds in Water Zen Center for their 
assistance.” 
—Carrie Henneman Shaw
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“¿Donde estás hermano?” per los desaparecidos en Argentina
“‘Where is brother?” for the disappeared in Argentina
“This piece was derived from the final chorus of Quando stanno morendo, 
Diario Polacco, n. 2 (1982), in which the chorus intones ‘When they are 
dying, the men sing.” ¿Donde estás hermano? differs from this piece 
primarily because it does not make use of live electronics. The listening 
process is determined by the impalpability of the singing, floating in an 
extremely quiet sound world (ppppp), broken by suspended silences only 
to regenerate itself through sounds with changing dynamics and phonetic 
content. These are the voices of the dead, the same as those in Il canto 
sospeso (1955–56) and which continue to overcome death itself with 
their eternal message of freedom. The absence of live electronics does 
not change the meaning, it only makes the dimension of listening more 
intense, guiding it towards the mobility and roundness inherent in natural 
sound. It would seem that a new reductionary tendency is beginning in 
Nono’s music with regards to electronics, which was leading him to listen 
to the infinite possibilities implicit in unadulterated sound.” 
—Marinella Ramazzotti
From the Grammar of Dreams 
Texts by Sylvia Plath
I. “Paralytic” From The Bell Jar
It happens. Will it go on? ——
My mind a rock,
No fingers to grip, no tongue,
My god the iron lung
That loves me, pumps “A bad dream.
My two
Dust bags in and out,
Will not
Let me relapse
While the day outside glides by like ticker tape.
The night brings violets,
Tapestries of eyes,
Lights,
The soft anonymous
Talkers: ‘You all right?’
The starched, inaccessible breast. I remembered everything.
III. The claw
Of the magnolia,
Drunk on its own scents,
Asks nothing of life.
IV.
I thought I would swim out until 
I was too tired to swim back. As I 
paddled on, my heartbeat boomed 
like a dull motor in my ears.
I am, I am, I am.”
“I took a deep breath and listened 
to the old brag of my heart. 
I am, I am, I am”
“The texts used in this piece come from two books by Sylvia Plath: there 
are excerpts of her only novel, The Bell Jar, and fragments of the poem 
“Paralytic” from the poetry collection Ariel. The texts are strong, dealing 
with life and death, escaping into madness, self-destruction and the 
fight against it. Nevertheless, the piece includes an evolution: the pain-
ful nightmare ends in daylight and life. The emotional context of these 
texts, powerful in the extreme, led me to look for strict rules of musical 
organization, to contrast the emotional power. However, these rules do 
not always proceed in a rational or combinatorial thinking, but rather in 
the manner of our dreams, where thoughts are transformed into visual im-
ages with their colors, juxtapositions, movements and directions. I have 
sought to operate in the same way by opening the text with two voices, 
and creating with them five different soundscapes.” 
—Kaija Saariaho
10 11
“Prisoner of Conscience”
Texts by Kendall A.
When we stay blind,
when we stay deaf
to cries of defiance
against tyranny
or oppression,
we invite it
into our homes,
our nurseries,
our beds,
asking it
to pay us
in advance.
“I didn’t think this piece would be relevant.
“Kendall A. and I believed that writing a piece about the arrest and trial 
of Pussy Riot came three years too late: three years after Vladimir Putin 
was reelected despite widespread accusations of vote-rigging; three years 
after Pussy Riot released Punk Prayer: Mother of God Drive Putin Away; 
and three years after Pussy Riot was put on trial, deemed ‘prisoners of 
conscience’ by Amnesty International and sentenced to serve two years 
in a penal colony.
“A year later, Vladimir Putin signed a bill imposing jail terms and fines for 
insulting people’s religious feelings.
“A few months before Kendall and I completed this work, Pussy Riot 
quietly made the news again in 2015 by releasing their first song and 
video in English entitled I Can’t Breathe, which is named for the last 
words that Eric Garner said eleven times as the New York City Police held 
him to the ground in a chokehold. This was also one year after Russia 
annexed Crimea. In their music video, Pussy Riot used the cigarette 
brand ‘Russian Spring,’ which happened to be the same phrase used by 
supporters of Russian invasion of the Ukraine.
“And in 2016, a month before the U.S. presidential election, Pussy Riot 
released Make America Great Again, which implored that we ‘let other 
people in, listen to your women, stop killing black children, make America 
great again.’
“In an era where there are rumors of Russia meddling with a presidential 
election and the White House doling Fake News Awards, I now know that 
the protection of our most basic right—free speech—is always relevant.
“The fight is still on.” 
—Jennifer Jolley
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QUINCE BIO
Singing with the precision and flexibility of modern chamber musicians, 
Quince Ensemble is changing the paradigm of contemporary vocal music. 
Described as “the Anonymous four of new music” by Opera News, Quince 
continually pushes the boundaries of vocal ensemble literature.
 
As dedicated advocates of new music, Quince regularly commissions new 
works, providing wider exposure for the music of living composers. They 
have received commissioning grants from Chamber Music America, the 
Paul R. Judy Foundation, and the Jerome Fund, among other awards, and 
their third studio album, Motherland, was recently released on New Focus 
Recordings.
 
In 2016, Quince was featured on the KODY Festival Lublin, Poland in 
collaboration with David Lang and Beth Morrison Projects. They have 
also appeared on the Outpost Concert Series, the Philip Glass: Music 
with Friends concert at the Issue Project Room in Brooklyn, Alia Musica, 
and the SONiC Festival in New York. During the 2017-18 season, 
they performed at Third Angle New Music Portland, Lilypad Boston, 
Philadelphia’s Bowerbird, Washington University in St. Louis, MO, Cornish 
University, The Writers Place KC, Reverb Lounge Omaha, Interlochen, 
Constellation Chicago, Albion College, and Lawrence University. 
 
Comprised of vocalists Liz Pearse (soprano), Kayleigh Butcher (mezzo 
soprano), Amanda DeBoer Bartlett (soprano), and Carrie Henneman 
Shaw (soprano), Quince thrives on unique musical challenges and genre-
bending contemporary repertoire. 
To learn more, visit quince-ensemble.com.
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Monday, October 2, 2017, 8 p.m.  
Harper Hall, Music-Drama Center
Jenny Q Chai, piano
Wednesday, November 8, 2017, 8 p.m.  
Harper Hall, Music-Drama Center
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